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1 feel, therefore, thaf there is need to study

literary and social aspects of the Mganda dance

‘song—poess’ so as to 111l the'gap which still remains.

Secondly,

dance

societal

shall

a

=13

1:

an analysis of the social context of the
gs reveals that +they closely reflected
happenings. By examining various themes, I

.o note that the songs were topical, thereby

functionirg as a means of regulating social behaviour.

Final

ly,

1 find the view expressed by Mitchell {(1956)

that the:es dance forms {Beni, Kalela and Mgandé) wer e

done to show African submission to write domination in
the coloc ial era  misleading. Therefore, I wish to
posit tirat these dances were a people’s way of
expressing their experiences, antagonisms and

L]
comradeshs ps.

Chief
BRoma

regio

Mw sse—Lundazi’'s area lies south—east of Lundazi

in

N

b

the Fastern Frovince of Zambia. It covers the

tween the Zambia and Malawi border to the

egst, and the main Lundazi to Chipata road to the
7

st.

‘a the north, its border are shared with Chief

Kapich 13;\\gbile the southern borders are shared with

Chief Chisomeni (see map p.xii).

The

pre--olonial political situation in Mwase-Lundazi



2

shows the dqmination--nf' the land by the Chewa people
who were both matrilineal and matrilocal. Much of
their political organisation was explained from the
éxecutinn ’Df the Nyau cuit. This made the society a
closed ore in many respects as ‘outsiders’ were not
a}}owed ‘to  join the cult. Dver the years, howevef,
other groups of people settled in Mwase—-Lundazi. Une
such group were the Tumbuka who were running away from
the Ngon: raiders in Nyasaland. Differences with the
Chewa were unavoidable as the Tumbuka were patrilineal
and, ‘beirg ‘outsiaers,' were not allowed to Jjoin the
Nyau. With . time the cultural differences were
undérplayﬁd as people intermarried, thus forming a

mixed soc: aty. ‘ _ s

The colorial histofy of Hwase;Lgndazi in as far as it
concerns this. study can be defined from the onset of
the Firs: World War in 1914, Though their role was
ambivaleni, the indigeneous people were conscripted
intoc the army as porters and soldiers. B8ince this was
forcibly done, many people ran away from their homes to
‘safe’. areas +to avoid enlistment. Such movements were
common i Mwase-Lundazi. These people’'s fears were
strengthesed by the stories told . by the demobilised

soldiers, most of whom came back emaciated and with

2

numerous tales of misefy. However, some of these
soldiers glorified\their exploits in the foreign lands.
To quali“y this glorification, they brought back vaiues

that the, displayed to those that had not travelled.



One such display was the militaristic parade march
which became the core of the earliest Mganda dance

performances.

Migrant labour was introduced in Mwase—-Lundazi as a
result of the introduction of the money economy and the
imposition of taxés o fhe male populace as from 1900,
Since most of the white settlers and the government
departments needed the labour force, many able-bodied
males Jjoined wage employment s0 as to avail themselves
of the money that they needed for taxes and other
requirements. Soon, however,; the iocal labour market
was overflooded and one of the most important causes of
village destabilisation came inta being. Migrations  to
places as far as South Africa, Southern Rhodesia and
the Northern FRhodesian Copperbelt - hereafter to be
called Halare - became & daily feature. Though some
migrants came back after acquiring the things they
wanted, some did not. . According to the colonial
District Note~bnqké for bLundazi, by 1937, almost half

of the able-bodied male population was away at any one

poe]

time from Mwase-Lundazil.

Following the colonial government’'s intrnductiqn of
Native Authorities and Ordinances in 1930, the Chewa
Native Authority was formed in Mwase—-Lundazi. From the
outset it exerted great political control  over the
area. This was strengthened by the installation of the

new Senior Chief Mwase - Lundazi in 1940. He was seen
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In studying the songs used"between 19237 and 1258,
historical studies like Bann (19633, Rotberg (1365) and
Short (1973) provided invaluable historical data. What
is basic is that such works provide information on the
relationships between the colonial government and the
governed; between the missionaries and ;;ttlers on khe
one hand and the indigeneous people on the other. The

works also assist in defining the ideological forma-—

tions of the people in the area.

Other literature dealing with the people of
Mwase—Lundazi includes the reports in the District
Note-books +for Lundazi For the period and the social
and political studies of the area done by Van Denge
(1984) . The value of these works is in their analysis
of the guestion of migrant labour in the area. Figures
given in the District Note—-books show the gravity of
the situation in the period between 1937 and 1946 when
almost half of the male population was away in “foreign

land’ doing wage labour.

One authoritative work on the probable origins of the
Mgaqda is Ranger’'s (1975) discussion of the Beni dance
in East Africa. The text gives the origins,
development and spread of the Feni from the coastal
towns of Lamu and Mombasa to the evolution of the
offshoots like Kalela, Mganda and Mbeni in Central
Africa.

Other works like those done by Mitchell (195&6) and Eerr



and Nambote (1982) show clear manifestations of the
iink between Beni and the regional offshoots. However ,
scholars like  kKomakoma (1965} dispute the Beni

parentage by stating their own origins for the regional

‘dance modes. 0f significance in this respect is that

[ 3
these dances have a definite origin, have kinematics

tﬁ;t are closely paralleled with each other and all
have close social functions in the societies where they
are performed. it is possible to use these dances to
'study the social relationships in sprieties as Mitchell
{1956) used the Kalela dance to "analyse certain
aspects of social relationships among Africans in the
towns of Northern Rhodesia."b This assumption comes
from the +Fact that the daﬁces were popular wheraver

they were performed. Iin certain cases even becoming

determinants for social and tribal grouping.

Finally, 1in studying the Mganda song texts as poetry,
works by Finnegan (1970 and 1977) provide good
analytical models since they dwell on the determination
of what oral literature is. The nature of poetry and
its functions are analysed on the ethnomusicological
basis of works by Nettl (1956) Bowra (1964), Merriam

(1964) and Nketia (1973).

Most of the recorded material is based oOn
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movement of people between the lakeside and the land

east of the Luangwa river.

{(ii} The advent of missiocnary activities implied &
considerable movement of peocple in m%% areas.
Many pfoselytisers were sent from Khondowe
and Livingstonia 1in Nyasaland to areas in
North—Eastern Rhodesia. The wmissionaries’
role in developing Mganda iay in their
supporting its performance as a civilising
force. Since the dance showed elements of
modernity and civilisation, it was preferred
tao Nyau which was considered evil. The
missionaries made .deliherate attempts taqpan

the performance aof hNyvau.

(1ii)} The economic development of the area also
helped in the migration of the people. With
the introductiun of the money ECONOMYs many
people moved to urban centres and other
places where they could work for wages which
they used to pay for their taxes. this
affected the Mganda in that wupon their
return, - these sojourners introduced new
values in the villages and the dance gained &

great deal from these innovations.

(iv) A more natural movement of people wWas noted

in 191i6. there had been a poor harvest in

A hacas e




movement of people bétween the lakeside and the land

east of the Luangwa river.

{ii) The advent of missionary activities implied a
considerable movement of people in ma@ areas.
Many pfoselytisers were sent From Ehondowe
and Livingstonia in Nyasaland to areas in
North—-Eastern Rhodesia. The missionaries’
role in developing Mganda lay in their
supporting its performance as & civilising
force. Since the dance showed elements of
modernity and civilisation, it was preferred
to Nyau which was considered evil. The
missionaries made deliberate attempts tos ban

the performance of Nyau.

{iii) The economic development of the area also
helped in the migration of the people. With
the introduction of the money economy, many
people moved to urban centres and other
places where they could work for wages which
they used to pay for their taxes. this
affected the Mganda in that upon their
return, - these sojourners introduced new
values in the villages and the dance gained a

great deal from these innovations.

{iv) a8 more  natural movement of people was noted

in 191i6. there had been a poor harvest in
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organisation. "In Fact it was a rule that persons
that did not dress well were not allowed to take part

12
in a performance.”

Thirdly, unlike the Nyau, whose history was literally

the history of the Chewa society, Mganda was new and

closely associated with modernity. The large numbers

of dancers in the dance Eomas showed the militant

youthful zest in the organisation.

Because of these values, the new dance easily caught
the eyes of the Chewa communities. The young Chewa men
desired to become part and parcel of the activity. In
the words of - one of fhe parliest Chewa Mganda
enthusiasts;

We were amazed at this dance.

It impressed us to our hearts

content. Cieanliness wWas

stressed. The dance was like a

great thing. Anyone not dancing

was like a +fool. No one would

stay behind when the Mganda
dance drum was beaten. 13

The values expressed by the dance and the interest
generated in the area were the basis for the formation

of bigger and more territorially organised Bomas-
Territories were created in three basic ways. Firstly,
the use of a common language, i.e. Tumbuka, meant that

even though people lived far apart they would easily

work as & group in a communal activity. Secondly,



iB8

aspects like grazing tand and water courses meant
people on opposite sides of the rivers could use the
water as a dividing line for territories. This became
common  when competitions became rife amongst dance
Bomas. Thirdly, complex territories were & result of
vthe ideas brought by the demobilised soldiers and the
people that had travelled widely. Since these had
interacted with different people where they had been,
they found it easy to work with others who spoke
different languages. They thus assisted in breaking

the " Tumbuka only ‘dance groups and the formation of

multi—-tribal Bomas.

Egligﬁ_ggmggl__ggmg {Australia Smart) was ironically
&

formed in  a Chewa village in 1937. Though Thizanziva

Bama at Nikhombokoambo had a longer history dating back

to 19?7, the formation of Relia Simati brought the

dynamism of the dance to the +ore since it was
multi—tribal. - The new Boma extended its territory to

cover [Q;lgggigg__ggmé and the whole area south—west of
14
the chief s headguarters.

In 1940, a new Boma called Ndrama imoney) Was formed at
Kabeyuka village. The name wWas jater changed to Injini

kesi {Engine Case) . it covered the territory on the
‘ 15
southern side of the chiefdom. By 1942, The

north—eastern side of the chiefdom had a Boma called
i6
Belini {Berlinl. Due to the increase in the number

of EBomas, there developed oane of the mainstays of the






(20

the dance mode in Miwase-Lundazi . It 1is

categorised hetre as the age of ‘reactionary
submission’ to foreign  values. The reasons for

this were that the dance emphasised on foreign
values 1like ‘“madernity’, ‘military cleanliness’
and general civilisation. The demaobilised
soldiers were seen .as animateurs of this new

iifestyle and hence the dance mode.

That the dance was brought into the area had its
own bearing on the songs that were used. Firstly,
the fact that the dance was borrowed meant a
borrowing of the songs too. This is the reason
for the large number of instrumental ssongs
mimicking the military performance being.used in
the Simati phase. The vocalised songs show
largely praise for the foreign values that could
only be acquired if one travelled. Secondly, the
songs dealing with iocal issues focus  on
self-praise as this helped in the promotion of the
individual Boma s pride and fame.

A new feaiure that was brought to the area by the
introduction of the HMganda dance was territorial
organisation. it has been mentioned earlier (p.
17) that there were many tribal groupings in the
area. It WaS a novel idea and worthwhile

advancement to note the cross—tribal groups that

evolved with the formation of Mganda dance
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Bomas. These territories encompassed large areas

and numbers of villages. Relia__Simati__Boma

boasted of having 160G dancers and Injipni_Kesi Boma
had &a figure in excess of i100. A performance was,
therefore, a display of highly disciplined
march-pasts done to the beating of a large

military—-like side—drum and marching orders given

by the Ajitedi (Adjutant).

The Gimati phase gave way to an "anarchichal age”’
that spelt a big transformation in the dance mode.
On the one hand, by the iate 1940s, the migﬁétion
of the people was reversed in many areas. Many of
those that had gone away either as migraht
labourers or as escapees From conscription into
government service started coming back home either
aon  leave oar permanently. Most of these people
brought innovations from their experiences in
towns and other areas where they had fled to.
These innovations showed new outlooks on  the
people’s ideas on civilisaticn when compared with
the earlier  opinions as eupressed in the Simati
phase. Firstly, the important role that the
demobil ised soldiers plaved as animateurs of
civilised éttitudes was somewhat reduced. Many

other people had also travellied widely, hence

their right to «claim to have been widely know-—
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Since the Chief directly opposed the rise of
nationalist parties, the dance was used to spread
propagénda against the new movements that were
considered to be violent and destructive.19 In

this regard, the dance was reactionary in relation

to the trend of things at the time.

The ‘revolution’ in the dance was manifested in
the organisational setup. Military values that
were the mainstay of the ealier phases were

considered outdated and reactionary. The passive
role of Ehingi (King) was replaced with a more

active Ajitedi {Adjutant) and membership was
restricted to the pecﬁle that could be called
vouths (the young menl. The dancing’was'no longer

based on the grand march—pasts th a more active

and virtuous presentation of steps and style.

Due to increased amount of political agitation,
whose spread is evidenced in the Chief’'s public
ban on the activities of the ANC in 1953 and 1954,
inter—-village +euds developed owing to differing
pelitical inclinations in the villages. This was
one of the reasons +for the breakup of the large
territorial Bomas into smaller ones that were
bpased opn =ingle wvillages or clans. It is not
surprising therefore that out of this ‘chaos,’
Fwemba which was more politically motivated easily

suppressed the performing of Moanda.



The Songs in the Eandale phase focus more on the
gquestions of social commentary. This is due to
the fact that lby the end of this phase the dance
was completely traditionalised, hence the stress
on the general development of the society. This

can be contrasted with the emphasis as seen 1in the

Simati phase.

The making of a dance EBoma was based on interest
and =0 no one was punished if he did not want to
join a club: Membership was open to all gales
above the age of ten. Younger children were not
allowed to join because of the emphasis on
militarisation that they could not have managed to

observe.

at a meeting of the new group, nDumerous matters
pertaining ta the wellbeing of the club were
discussed. ’ The role played by demobilised

soldiers was greatly manifested here. The group

-
was called a ‘gggg'.LO The democbilised soldiers
likened their organisation with that of the
military rulers, hence the military terms.
Members were called Bankhondo (Scldiers) and

finally a name was settled on. During the Simati

phase, it was merely a case of copying any one



name +From Nyasaland clubs. The name itself shows

a case of picking on any European name.

In terms of organisation, unlike the elaborate
systems described by Mitchell {1956} , and Kerr and
Nambote (1982), there were only three principal
ranks. The Khingi (Kingl; the Ajitedi {Adjutant)

and the Mahoppola (Corporal). This skeletal system

ended with the rest of the dancers being called

Eankhonda of whom only the Dikitivi {Detective)

alsa called Kambaza {one who finds out) was nated

to have an additional role.

The election of office bearers was made ét the
first meeting. The criteria used was that of
having the most knowledgeable members of the group
to lead 1it. This was the reason why demobilised
soldiers and the carliest converts to christianity
led the HBomas. Later this was changed as the
ranks were reserved for those that showed great
enthusiasm +for the dance oF who were ready to
materially inject into the dance Boma. Relia
Simati Homa was thus led by Mr. Potiphar Fhiri as

its +First Khingl because he initiated the meeting

The Khingi was the highest ranked and respected

person in the Boma. He was the administrative

head of the club. He did Aot take an active part



in the dancing but was expected to be present

during. the performances and some rehearsals.
During performnances, he dressed in his best
clothes - usually a suit, he may also have a hat

and a walking stick. He was supposed to look like
a gentleman in all respects. The aim was to
recreate thé' picture of the colonial king as
perceived by the Africans, 1.e. being smartly
dressed and remotely involved in bis soldiers’
exploits in faraway iands. This in essSence was
the picturé that they had of the Eritish King who
was in his homeland while his soldiers won him
battles in Africa and the rest of the world. In
certain cases they séw pictures of the Brjtish
crown and emulated the dressing and mannerisms
they saw. When a Mganda Ehingi was brought to the
arena, he was made to sit in a shelter specially
constructed for the occcasion. He ochserved the
proceedings closely as he was sxpected to comment
on the happenings at the end of the competition
and also announce the results. In the
after—-performance reviews by a group, he uwsually
played the role of chief critic. He advised his
Boma on their weaknesses and praised them on their

strong attributes.

The Ajitedi was the second most senior officer in

the Eoma. He was an active dancer unlike the

passive Khingil. Usually he was the "on the spot



man ’ that aftEndéd to the immediate problems. Hies
roles included calling wupon meetings and often
chairing them, conducting rehearsals, inspecting
the soldiers for cleanliness and health, settling
disputes and receiving  and accommodating guest
Bomas. He also conducted the marching during the
Competiticns. Dus to these roles, the position
waé considered extremely important and could only
be given to a dance enthusiast. The Ajitedi’s

dedication to his duties usually detsrmined the

success of a Boma.

The plahopola played the role of assistant to the

fijitedl. He was expected to assist in maintajning

the good order of the Boma. He was basically a

soldier with an added responsibility.

The BRankhondo formed the rest of the membership of

the Boma. During the Simati phase, a unigue factor

was their large numbers. They were divided into

ordered cections depending on the roles they
played. fine of them was detailed to be the
Dikitivi. . The rest were esither in the HMabaja

(Brass Section) or Makako (The step enforcersi.

The Mabaja section comprised the Telinala {Tenor)

and +the Basi (Bassl. The drummers were usually on

their own beside the marching sagldiers.

The Mabalia was essentially based on the Western



)
By

brass band arrangement of brass drums and bugles.
The drums were made from animal hides and wood.
The Eambape oF Ganda (The big drum) was shaped
into a side drum and a small side drum called
Felekete was also made. The imitation of military
wind instruments were made from gourds by boring &
hole in the narrow hase of the gourd and pasting
moistened spider’s webs across the hole a= a
membrana. gnother hole was made close to the
first one- This was for blowing. Depending on
the sound (tenor oOr bassl, the head of the gourd
was cut off for & tenor bugle or had a hole made
in it for a bass buglie. (see illustration p-%ivi.
N

Though the 1ssuE of uniforms and extra
paraphernalia to be used 1in the dancing wWas
discussed generally, it was the responsibility of
every individual to provide his own costumes.
Dancers made e EryY asffort to procure these
costumes and this was ane of the reasons for some
migration:

It 'was in fact usual for a

person  to travel to Halare

o that he could find money

tp buy uniforms to be used

in the dance. 21
On the other hand, if a =soldier was unable to buy
himselt uniforms or had dirtied his, he was
allowed to borrow from tﬁose that had more than

one set. This form of communal inter—dependence

undermines the aelement of mimicry of colonial
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said:

We wused to follow rival Bomas
to their vililages. While they
danced, we would copy their
songs and their dance steps.
Upon owr return home, we would
teach ouwr friends those same
songs and steps. Finally we
would invite that same Boma.
When they came we would dance

their steps and sing their
songs. This way we
demoralised them. They were

easily beaten then. 22
When a Boma was ready, they would invite another
Boma for a competition. Distances did not deter
the movements as people were ready to cover long
distances for competitions. The invitation was
discussed at a meeting as it was necessary to be
administrativély‘ ready to welcome the visitbrs.
In this regard, the group discussed preparing food
and accommodation for the guests. They also made
sure n{hat their group was well rehearsed for
competitions before they sent invitations to other
Bomas. The kKhingi, who may not have attended the
meeting, was the final authority in sanctioning
the invitation. Though he rarely disputed group
decisions, his acknowledgement of the arrangements
thev Boma had made was important. The letters were
then written to the other Bomas. If the respunée

was affirmative, then specific preparations were

made.,

The guest Boma was expected to arrive on the eve
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of the day for the competition. The host Ajitedl
will have alfeady tnown how many people to expect
and hence will have made prior arrangements for
their wellbeing. Upon arrival, the visitors were
expediently made comfortable. Even at this level
one notices the feeling of strong friendship that
existed between ‘rival’ Bomas. The hosts tried

their best to look after their guests well.

The Following morning, the visitors were taken to
the dance arena. This was not done on the day of
the visitors® arrival as that would have given

them time to put evil medicines there. On the

We pﬁt bad medicine there so

that the visitors should fail

to dance well. The intention

was not to bewitch them but to

make them fail to dance well

and hence lose the

competition. 23
Such actions underlie the importance attached to
the competitions. At  this time the warm—up
dancing called Kujula Boma {opening the arenal) was
performed. Eoth groups one after the other danced

in the arena and then went back to the village to

get ready for the ‘competition proper.’

The competition in earnest was opened by the host
Boma. They lined up 1in ranks just outside the

arend. vThe first part of the dance was a
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of the day for the competition. The host Ajitedi
will have al?eady known how many people to expect
and hence will have made prior arrangements for
their wellbeing. Upon arrival, the visitors were
expediently made comfortable. Even at this level
one notices the feeling of strong friendship that
existed between “rival’ Bomas. The hosts tried

their best to look after their guests well.

The Following morning, the visitors were taken to
the dance arena. This was not done on the day of
the visitors® arrival as that would have given
them time to put evil medicines there. 0On the
other hand the host Bomaé wiil have done that;

""""" IS

We put bad medicine there so
that the visitors should fail
to dance well. The intention
was not to bewitch them but to
make them fail to dance well
and hence lose the
competition. 23

Such actions underlie the importance attached to
the competitions. At this time the warm—up
dancing calied kujula Boma {opening the arenal was
performed. Eoth aqroups one after the other danced
in the arena and then went back to the village to

/
get ready for the ‘competition proper.’

The competition in earnest was opened by the host
Boma-x They lined up in ranks just outside the

arena. 'The first part of the dance was a



performance of an introductory nature by the
Dikitivi. He danced round the Eoma chanting
praises for his group and by the same token he was
‘removing the medicine’ that the other group was
suspected to have planted there by stepping on it.
This symbolic act meant that the medicine was
going to affect only him leaving the rest of the
dancers free. This part of the dance transcends
the military origins of the dance and has more

roots in the rituall beliefs of the traditional

people.

The second part of the performance was the dance
proper. Upon getting a signal from the Dikitivi,

i
YIK1L iVl

the Ajitedi started chanting orders for the group
to get ready and dance into the arena. During the
Simati phase, this was the stage for showing how
well rehearsed a Boma was in drill, swinging of
eticks and musical harmony. They marched to the
orders given by the Ajitedl. The entire

choreography determined the success of the group.

The third .part of the daﬁcing was when the gourds
were deppsited at some safe place and the dancers
sang songs praising their group‘as they proudly
marched round the arena. At this stage, they did

both slow marching and gquick step. After this the

sl

oma marched out leaving the arena for their

opponents. This stage of the dance was called
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CHAPTER FOUR

L ITERARY FEATURES_OF _MGANDA_ DANCE_SONBES
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47
Song Title: You Cry
Name of Boma: Relia simati

Date of Recording: 7 January 1987

You cry titi titi
You cry
You cry titi titi
You cry

Tomorrow you will
Who will give you
tomorrow you will
Who will give vou

48
Song Title: The
Name of BRoma: Fed

Date of Recording: 4

You from Jivwere Byap

You from Jivwere eyse
Those from Doka 2yae

Those from Kalaia ST
From Munkhwangu eyvae

And those from Muzams svae

They were shamed syvae *
They were shamed
They were shamed ovae
They were =
49
Bong Title:
Name of Boma:
Date of Recording:
Undercooked Nehima
Undercooked i b & T S @ &
grinding miii
Underconked
Undercooked K e ENE T2 EETRRREY: R
grinding mil
I have spent Y I hawve  soient £y i+
outside
I bhave spent 1 have -« I obave  apesnt i
outside
Oh my mother
Oh mv mother
I have spent the BRI T
I have spent I bage P bhavo frer niont

cutside

I have returned
have retuwrned
I have retoas
have re
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Song Title:

Name af Boma:

i_
Date of Recording: 4 J

n the target
They have hit the ch
in the target
The rewa
=5
{Bame as bthe T
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roowill be g

Duckoo
GEe vas
DuckDno
Hse va
Cuckne
fEE yvae
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